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ITHACA COLLEGE 
SCHOOL OF MUSIC 
ITHACA COLLEGE SYMPHONY ORCHESTRA 
and 
ITHACA COLLEGE CHAMBER ORCHESTRA 
Jeffery Meyer, conductor 
All-Russian Evening 
Ford Hall 
Tuesday, December 5, 2006 
8:15 p.m. 
THACA 
Ithaca College Chamber Orchestra 
Jeffery Meyer, conductor 
Polyphonic Tango (1979) 
Overture on Hebrew Themes, op. 34b 
Symphony no. 1 in D major ("Classical"), op. 25 
Allegro 
Larghetto 
Gavotta. Non troppo allegro 
Molto vivace 
INTERMISSION 
Alfred Schnittke 
(1934-199 
Sergei Prokofiev 
(1891-1953) 
Sergei Prokofiev 
Ithaca College Symphony Orchestra 
Jeffery Meyer, conductor 
Scheherazade 
symphonic suite for orchestra, Op. 35 
I. The sea and Sindbad's ship. 
II. The story of the prince-kalandar. 
III. The young prince and princess. 
IV. Festival in Baghdad. The sea. 
Nikolay Rimsky-Korsakov 
(1844-1908) 
The ship breaks up against a cliff surmounted by a bronze 
horseman. Conclusion. 
Program Notes 
Upon his emergence in the West in the early 1980s, Alfred Schnittke 
became one of the most talked-about, recorded, and influential 
composers of the last decades of the twentieth century. Schnittke was 
born in 1934 in the Soviet Union to German parents. After living for 
several years in Vienna, he returned to Moscow to attend the 
··conservatory from 1953-1958. He returned there to teach 
mstrumentation from 1962 through 1972. Thereafter, splitting his 
time between Moscow and Hamburg, he supported himself as a film 
composer. 
Schnittke composed nine symphonies, six concerti grossi, four violin 
concertos, two cello concertos, concertos for piano and a triple 
concerto for violin, viola and cello, four string quartets, ballet scores, 
choral and vocal works. His first opera, Life with an Idiot, was 
premiered in Amsterdam (April 1992). Two more operas, Gesualdo 
and Historia von D. Johann Fausten were unveiled in Vienna (May 
1995) and Hamburg Gune 1995) respectively. In 1985, Schnittke 
suffered a series of strokes, but nevertheless entered into the most 
creative period of his life. From 1990 until his death in 1998, he lived 
exclusively in Hamburg. 
A Jewish-born Christian mystic, Schnittke had philosophical theories 
that permeated his music. According to his biographer Alexander 
Ivashkin, he believed a composer "should be a medium or a sensor 
emembering what he hears from somewhere else and whose mind 
acts as a translator only. Music comes from some sort of divine rather 
than human area." (Alfred Schnittke, Phaedon Press 1995, by Steven 
Coburn). The Polyphonic Tango was written as the last movement 
of a multi-composer work and is a light-hearted, polytonal romp 
through the world of tango. 
The Overture on Hebrew Themes became a quite popular work 
early in Prokofiev's career and has remained a standard-repertory item 
ever since-but in its original chamber-ensemble version, scored for 
clarinet, string quartet, and piano. This orchestral version features 
parts for an array of wind instruments and brass, and, of course, 
strings. The piano's writing was left almost unchanged and the 
clarinet still has a dominant role, but yields in certain passages to 
other winds instruments like the oboe. The work would probably 
never have been composed if it had not been for Simeon Bellison, 
leader of the chamber group Zimro (and principal clarinetist in the 
New York Philharmonic in the period 1920 - 1948) who asked 
Prokofiev to write a work on Hebrew themes for his ensemble. A 
Russian Orthodox (and later Christian Scientist), the composer was 
reluctant at first, owing to use of non-original themes, but eventually 
agreed and fashioned the piece on traditional Hebrew melodies 
provided by Bellison. As suggested above, the original version had 
become popular after its premiere Oanuary 26, 1920), and several 
musicians, realizing its potential in a larger form, scored the work for 
orchestra, most notably the virtuoso pianist Alfred Cortot. Prokofiev 
himself finally arranged his own version in 1934, 15 years after 
composing the original. 
The work opens with a rhythmic, almost jazzy-sounding theme of 
Middle-Eastern flavor on clarinet. A contrasting melody of 
sentimental character is given mainly by the strings, and an 
engaging and lively development section ensues. In the 
recapitulation the horn first takes up the alternate melody in a most 
imaginative instrumental reallocation by the composer. While the 
form of the piece is quite simple and the themes, attractive enough 
in their exoticism, are not particularly outstanding, the composition, 
in either version, is a masterpiece still, owing to its brilliant colors, 
vibrant rhythms and imaginative scoring (Robert Cummings). 
Prokofiev's Symphony No. 1 (1916-17) represents the composer's 
earliest mature effort in a genre he returned to time and again for the 
remainder of his career. Though the symphony received a w;um 
reception in Russia and abroad-and remains one of the composer's 
most frequently programmed works-Prokofiev's attitude toward it 
remained ambiguous, vacillating between dismissive and defensive. 
The First Symphony is especially intriguing in light of the view of 
Prokofiev as a leading figure of the Russian avant-garde in the early 
decades of the twentieth century. 
The work's anachronistic "Classical" moniker seems particularly apt 
in respect to a number of its features. The symphony is in a familiar 
four-movement form, the two fast outer movements (Allegro and 
Vivace, respectively) bracketing a slow movement (Larghetto) and 
one inspired by a stylized dance (Gavotto); its textures are 
economical, its scoring appropriate to an orchestra of the late 
eighteenth or early nineteenth century; and it is of a decidedly 
lighthearted, even humorous character, much in the spirit of the 
symphonies of Haydn. Indeed, it should be noted that the "Classical" 
subtitle was Prokofiev's own; scholar R. D. Darell has suggested that 
the composer may have chosen it partly to describe the work's 
character, partly because he hoped that the work would one day 
become a classic, and partly out of pure mischief directed at critics. 
(In regard to the last, Prokofiev wrote that he meant to "tease the 
geese.") 
Though the symphony is at times sharply dissonant, it maintains a 
steadfastly tonal basis. Certainly, the "Classical" model is stretched i 
the work's harmonic language, which is marked by Prokofiev's 
characteristic ambiguous cadences and sudden shifts between tonal 
centers. Still, the work retains many of the trappings of Viennese 
Classicism, from the sonata-allegro form of the first movement, to 
--
the Mozartean gavotte and trio of the third, to the exuberant, witty 
finale. Despite the suggestion of its title, the "Classical" Symphony is 
not really neo-Classical along the lines of contemporaneous works by 
Stravinsky, but rather a work of elegant simplicity that evokes the 
spirit of high Viennese Classicism filtered through the more 
adventurous sensibilities of Prokofiev's own musical language (by 
Alexander Carpenter). 
Nikolai Rimsky-Korsakov's works are distinguished by his colorful 
and imaginative orchestration, and Scheherazade is perhaps the 
finest example of them all (Claude Debussy, no slouch of an 
orchestrator himself, paid Scheherazade the highest compliment by 
using a passage from its second movement, virtually unaltered, in 
both La mer and Daphnis et Chloe). Scheherazade's gorgeous 
melodies and vast, impeccably employed palette of orchestral colors 
have made it Rimsky-Korsakov's most popular work. 
Rimsky-Korsakov's head note explains the scenario: "The Sultan 
Schahriar, persuaded of the falseness and faithlessness of women, has 
sworn to put to death each one of his wives after the first night. But 
the Sultana Scheherazade saved her life by interesting him in tales 
she told him during 1,001 nights. Pricked by curiosity, the Sultan put 
off his wife's execution from day to day, and at last gave up entirely 
his bloody plan." Four such lifesaving narratives, rendered in music, 
follow. In later years, Rimsky-Korsakov declared that Scheherazade 
,;hould be regarded as a symphonic suite with an unspecified 
riental program. This makes sense in light of the fact that the 
music itself has very little narrative logic. However, some details of 
the program remain relevant. 
The first movement, titled The Sea and Sinbad's Ship, opens with the 
growling chords that represent the Sultan, followed by the sinuous 
solo violin melody that depicts Scheherazade weaving her tales. 
Scheherazade recedes, and a swaying melody enters in barcarole time 
on the strings, swelling like the sea. Brass accents occasionally cause 
the sea to crash and storm, and sweetly scored interludes suggest 
island dalliances, but the movement ends with a quiet depiction of 
what must be calm seas and steady wind. 
The Story of the Kalender Prince concerns a prince who disguises 
himself as a beggar and searches for wisdom. His melancholy theme 
first appears in solo woodwinds, then enters the strings and quickens 
as the Prince sets out on his journey. Rimsky-Korsakov suggested that 
"one might see a fight" when a martial variant of the Sultan's theme 
nters, surrounded by nervous string oscillations, while a later 
section with fluttering woodwinds and pizzicato string chords 
suggests "Sinbad's mighty bird, the Roe." 
The third movement is called The Prince and the Princess and 
explores an unnamed Eastern palace; the Prince appears as a sensual, 
languorous string theme, the Princess as a relaxed arc of flute 
melody. 
Nevertheless, the beginning of the fourth movement finds the Sultan 
in an irascible mood, and Scheherazade tries to appease him by 
describing the restless energy of the festival at Baghdad. From there, 
the action moves out to the sea, where the weather has worsened. 
Brass cry out, winds sweep up and down, and the music grows to a 
massive climax topped by a frightening bi tonal crash depicting the 
ship striking rocks and sinking. The storm subsides, and finally the 
themes of Scheherazade and the Sultan mingle, Scheherazade's violin 
playing its highest harmonics (Andrew Lindemann Malone) . 
• 
----
ITHACA COLLEGE CHAMBER ORCHESTRA 
Jeffery Meyer, conductor 
Violin I 
Joshua Modney, concertmaster 
Megan Atchley 
rian Hwang 
ary Raschella 
Natalie Brandt 
Sharon Mohar 
Maeve O'Hara 
Violin II 
Chris Jones* 
Kate Goldstein 
Brenna Gillette 
Colin Oettle 
Jeannine McGreevy 
Timothy Ball 
Viola 
Annabelle Terbetski* 
Lauren Buono 
Nicole Wright 
Jaime Kibelsbeck 
Cello 
ennifer Chieffal* 
aura Messina 
Sam Boase-Miller 
Allison Rehn 
Bass 
Paul Feissner* 
Sara Johnson 
Flute 
Megan Postoll* 
Leslie Harrison 
Oboe 
Megan Kimball* 
Noelle Drewes 
Clarinet 
Lauren Del Re* 
William Cicola* 
Bassoon 
Jeff Ward* 
Amy Zordan-Moore 
Hom 
Rose Valby* 
Lori Roy 
Trumpet 
Joe Brown* 
Carol Jumper 
Percussion 
Jason Taylor, timpani 
Valerie Vassar* 
Gregory Sutliff 
Beth Faulstick 
Piano 
Atakan Sari (Schnittke) 
Nathan Gulla (Prokofiev) 
Graduate Assistant 
Devin Hughes 
ITHACA COLLEGE SYMPHONY ORCHESTRA 
Jeffery Meyer, conductor 
Violin I 
Chris Jones, concertmaster 
Joshua Modney 
Megan Atchley 
Brian Hwang 
Elizabeth Cary 
Jeff Abbott 
Mary Raschella 
Laura Sciavolino 
Maeve O'Hara 
Brenna Gillette 
Jeannine McGreevy 
Elizabeth Stein 
Sharon Mohar 
Violin II 
Andrew Bergevin* 
Kate Goldstein 
Natalie Brandt 
Colin Oettle 
Ian Salmon 
Tim Ball 
Shawn Riley 
Charlie Palys 
Will Downey 
Mark Bettis 
Mary Holzhauer 
Viola 
Annabelle Terbetski* 
Lauren Buono 
Nicole Wright 
Frances Rose-Newton 
Kathryn Kimble 
Derek Hensler 
Sara Shepard 
Zach Slack 
Bethany Niedbala 
Marissa Ledet 
Cello 
Jennifer Chieffalo* 
Tim Nowak 
Laura Messina 
Peter Guarino 
Sam Boase-Miller 
Allison Rehn 
Phil Abbott 
Emily McNeill 
David MacLeese 
Eric Perreault 
Bass 
Xander Lott* 
Sara Johnson 
Kyle Olmstead 
Ben Reynolds 
Paul Feissner 
David Rossi 
Naomi Williams 
Casey Georgi 
Justin Wixson 
Flute 
Leslie Harrison* 
Aimee Shorten 
Melissa Bravo, piccolo 
Oboe 
Noelle Drewes* 
Monica Eason 
Clarinet 
Lauren Del Re* 
William Cicala 
Bassoon 
Jeff Ward* 
Jessica Tortorici 
Hom 
Rose Valby* 
Meredith Moore+ 
Bryn Coveney 
Ella Nace 
Lauren Campbell 
Trumpet 
Nick Kunkle* 
Greg Harris 
Trombone 
Francis Cook 
Sarah Damiani 
Nick Smarcz, bass 
Tuba 
Susan Wheatley* 
Percussion 
Kaye Sevier, timpani 
Matthew Donella* 
Alan Dust 
Lauretta Noller 
Evan Peltier 
Jason Taylor 
Harp 
Myra Kovary** 
Graduate Assistant 
Devin Hughes 
* 
** 
+ 
principal 
guest artist 
assistant 
I. 
I 
